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ABSTRACT
Delivering﻿a﻿satisfactory﻿experience﻿to﻿the﻿customers﻿is﻿an﻿inseparable﻿part﻿of﻿a﻿service﻿organization.﻿
This﻿ article﻿ investigates﻿how﻿ two﻿different﻿ groups﻿of﻿wayang﻿orang﻿ (human﻿wayang),﻿ a﻿ form﻿of﻿
traditional﻿art﻿in﻿Indonesia﻿deliver﻿service﻿experiences﻿to﻿the﻿audiences.﻿Qualitative﻿methods﻿consisted﻿
of﻿in-depth﻿interviews﻿and﻿open-ended﻿survey﻿were﻿utilized﻿as﻿the﻿data﻿collection﻿method.﻿The﻿findings﻿
suggest﻿that﻿service﻿experiences﻿were﻿delivered﻿through﻿the﻿combination﻿of﻿various﻿art﻿elements﻿in﻿
the﻿performance,﻿and﻿some﻿of﻿the﻿elements﻿are﻿considered﻿to﻿be﻿more﻿important﻿than﻿the﻿others.﻿
Several﻿barriers﻿have﻿also﻿been﻿identified﻿as﻿the﻿barriers﻿that﻿inhibit﻿consumption﻿of﻿this﻿traditional﻿
art.﻿Bharata﻿and﻿Swargaloka﻿performing﻿art﻿groups﻿were﻿utilized﻿as﻿the﻿context﻿of﻿this﻿research.﻿This﻿
article﻿contributes﻿to﻿limited﻿studies﻿on﻿traditional﻿arts﻿within﻿the﻿arts﻿marketing﻿domain,﻿especially﻿
with﻿regards﻿to﻿art﻿experience﻿delivery﻿and﻿art﻿consumption.
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INTRoDUCTIoN
The﻿ rapid﻿ change﻿ in﻿ the﻿marketplace﻿of﻿ the﻿ heritage﻿business﻿means﻿ that﻿ heritage﻿organizations﻿
need﻿to﻿change﻿their﻿way﻿of﻿interacting﻿with﻿customers﻿(Minkiewicz,﻿Evans﻿&﻿Bridson,﻿2014).﻿As﻿a﻿
heritage﻿performing﻿arts﻿group﻿delivering﻿traditional﻿art﻿performances,﻿wayang orang﻿(literally﻿‘human﻿
puppet’)﻿performance﻿groups﻿are﻿facing﻿fierce﻿competition﻿from﻿modern﻿types﻿of﻿entertainment﻿such﻿
as﻿cinema,﻿and﻿music﻿concerts﻿(Colbert,﻿2003﻿in﻿d’Astous,﻿Colbert,﻿&﻿Fornier,﻿2007).﻿This﻿calls﻿for﻿
a﻿new﻿approach﻿for﻿these﻿performing﻿arts﻿groups﻿to﻿be﻿better﻿marketed﻿and﻿to﻿refine﻿their﻿offerings﻿
to﻿their﻿audiences.
The﻿wayang orang﻿or﻿human﻿puppet(s)﻿is﻿a﻿form﻿of﻿Javanese﻿theatrical﻿performance﻿whose﻿stories﻿
are﻿derived﻿from﻿the﻿Mahabharata﻿and﻿Ramayana.﻿As﻿the﻿type﻿of﻿art﻿has﻿been﻿developed﻿for﻿several﻿
centuries﻿ in﻿ Indonesia,﻿ the﻿performance﻿ itself﻿has﻿ received﻿considerable﻿changes﻿ in﻿ terms﻿of﻿ the﻿
storyline,﻿costumes,﻿and﻿language,﻿adjusting﻿to﻿local﻿cultures﻿and﻿local﻿tastes.﻿Wayang﻿performance,﻿
especially﻿wayang kulit﻿(shadow﻿puppet)﻿is﻿often﻿held﻿during﻿special﻿events﻿such﻿as﻿village﻿purification﻿
(called﻿bersih desa,﻿literally﻿means﻿cleansing﻿the﻿village),﻿personal﻿purification,﻿and﻿other﻿life﻿event﻿
celebrations﻿such﻿as﻿weddings﻿and﻿circumcision﻿(Sedana﻿and﻿Foley,﻿2016).
Despite﻿ recent﻿ surges﻿ of﻿ interest﻿ in﻿ arts﻿marketing,﻿ very﻿ little﻿ progress﻿ has﻿ been﻿made﻿with﻿
regards﻿to﻿the﻿accepted﻿construct﻿of﻿marketing﻿for﻿arts﻿organizations﻿(Fillis,﻿2002).﻿In﻿general,﻿art﻿
organizations﻿seem﻿to﻿strive﻿for﻿mostly﻿artistic﻿excellence,﻿ innovation﻿and﻿peer﻿ recognition﻿(Lee,﻿
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2005)﻿and﻿are﻿not﻿particularly﻿commercial﻿success-driven,﻿and﻿this﻿has﻿created﻿tensions﻿which﻿makes﻿
the﻿arts﻿such﻿a﻿challenging﻿environment﻿for﻿the﻿practice﻿of﻿marketing﻿(Butler,﻿2000).﻿In﻿relation﻿to﻿
consumption﻿of﻿arts﻿and﻿cultural﻿goods,﻿D’Angelo,﻿Furia,﻿Crociata,﻿&﻿Castagna,﻿2010)﻿have﻿noted﻿
that﻿an﻿accumulation﻿of﻿knowledge﻿and﻿experience﻿in﻿their﻿audience﻿members﻿will﻿have﻿an﻿impact﻿
on﻿their﻿future﻿consumption﻿of﻿arts.﻿This﻿further﻿necessitates﻿the﻿need﻿to﻿investigate﻿how﻿performing﻿
arts﻿organizations﻿can﻿enable﻿their﻿audiences﻿to﻿have﻿enjoyable﻿art﻿consumption﻿experiences.
Marketing﻿practice﻿acknowledges﻿that﻿producers﻿of﻿products﻿or﻿services﻿should﻿be﻿able﻿to﻿gain﻿
information﻿of﻿consumers’﻿needs﻿and﻿then﻿create﻿products﻿intended﻿to﻿fulfil﻿those﻿needs;﻿whereas,﻿
today’s﻿marketing﻿experts﻿acknowledge﻿the﻿need﻿to﻿broaden﻿this﻿original﻿perspective﻿(Kerrigan,﻿2014).﻿
The﻿understanding﻿of﻿marketing﻿tends﻿to﻿be﻿a﻿narrow﻿one﻿with﻿little﻿involvement﻿in﻿wider﻿marketing﻿
strategy﻿issues﻿(Conway﻿&﻿Whitelock,﻿2007).﻿In﻿addition﻿to﻿that,﻿the﻿understanding﻿is﻿also﻿mixed﻿
with﻿a﻿narrow﻿definition﻿of﻿business﻿competition﻿and﻿a﻿lack﻿of﻿knowledge﻿about﻿customers﻿(Dibb﻿&﻿
Simkin,﻿1993;﻿Copley﻿&﻿Robson,﻿1997).
As﻿a﻿product,﻿art﻿has﻿to﻿create﻿experience;﻿which﻿is﻿made﻿of﻿different﻿aspects,﻿sensations﻿and﻿
conceptual﻿associations﻿(Corte,﻿Savastano﻿&﻿Storlazzi,﻿2009).﻿This﻿notion﻿is﻿supported﻿by﻿Boorsma﻿
(2006)﻿who﻿argued﻿that﻿arts﻿marketing﻿should﻿aim﻿to﻿support﻿the﻿artistic﻿experience﻿as﻿a﻿core﻿customer﻿
value.﻿The﻿unique﻿nature﻿of﻿service﻿would﻿mean﻿that﻿there﻿is﻿an﻿active﻿participation﻿of﻿customers﻿as﻿
the﻿audience,﻿a﻿characteristic﻿that﻿sets﻿service﻿operations﻿apart﻿from﻿manufacturing﻿systems﻿(Tseng,﻿
Qinhai,﻿&Su,﻿1999).﻿The﻿nature﻿of﻿service﻿also﻿often﻿necessitates﻿co-creation﻿and﻿active﻿participation﻿
from﻿the﻿audiences.
For﻿Pine﻿and﻿Gilmore﻿(1999,﻿in﻿Conway﻿&﻿Leighton,﻿2012)﻿companies﻿now﻿not﻿only﻿need﻿to﻿
move﻿away﻿from﻿the﻿basic﻿provision﻿of﻿goods﻿and﻿services,﻿but﻿towards﻿the﻿provision﻿of﻿experiences﻿
(memorable﻿events﻿ that﻿engage﻿customers﻿ in﻿an﻿ inherently﻿personal﻿way)﻿and﻿ transformations﻿ (a﻿
series﻿of﻿experiences﻿that﻿change﻿the﻿customer﻿in﻿some﻿fundamental﻿way).﻿A﻿study﻿conducted﻿by﻿
O’Reilly﻿(2011)﻿argues﻿that﻿art﻿consumption﻿experiences﻿are﻿one﻿of﻿the﻿areas﻿that﻿offer﻿opportunities﻿
for﻿future﻿inquiry,﻿since﻿it﻿has﻿not﻿frequently﻿appeared.﻿The﻿following﻿areas﻿also﻿appear﻿to﻿be﻿fruitful﻿
opportunities﻿for﻿future﻿inquiry,﻿particularly﻿because﻿they﻿do﻿not﻿appear﻿frequently﻿in﻿the﻿literature﻿
identified:﻿live﻿arts﻿consumption﻿experiences;﻿arts﻿consumption﻿communities;﻿and﻿arts﻿branding.
Previous﻿studies﻿have﻿pointed﻿out﻿how﻿customer﻿satisfaction﻿is﻿not﻿necessarily﻿a﻿priority﻿for﻿many﻿
arts﻿organizations﻿(Gainer﻿&﻿Padanyi,﻿2002).﻿Meanwhile,﻿arts﻿organizations﻿were﻿recognized﻿as﻿being﻿
essential﻿for﻿providing﻿the﻿context﻿in﻿which﻿the﻿artists﻿and﻿recipients﻿could﻿share﻿the﻿art﻿experience﻿
(White,﻿Hede,﻿&﻿Rentschler,﻿2009)
It﻿is﻿regrettable﻿that﻿research﻿on﻿art﻿marketing﻿and﻿consumption﻿is﻿still﻿limited﻿given﻿that﻿it﻿is﻿
an﻿‘exciting﻿and﻿lively’﻿field﻿(Larsen﻿&﻿O’Reilly,﻿2010)﻿with﻿high﻿possibilities﻿to﻿enrich﻿the﻿insights﻿
on﻿marketing﻿domain﻿in﻿general﻿and﻿arts﻿marketing﻿in﻿particular.﻿New﻿approaches﻿and﻿methods﻿are﻿
required﻿to﻿investigate﻿the﻿complexity﻿of﻿art﻿domain﻿that﻿is﻿very﻿dynamic﻿in﻿which﻿some﻿methods﻿
that﻿are﻿applicable﻿for﻿other﻿marketing﻿topics﻿may﻿not﻿be﻿fully﻿applicable﻿in﻿this﻿domain﻿(Kerrigan,﻿
O’Reilly,﻿Vom﻿Lehn,﻿2009).
The﻿arts﻿offer﻿rich﻿symbolic﻿resources,﻿intense﻿consumption﻿experiences﻿and﻿opportunities﻿for﻿
passionate﻿and﻿enduring﻿customer﻿relationships.﻿The﻿emerging﻿body﻿of﻿arts﻿marketing﻿in﻿particular﻿
has﻿increased﻿the﻿need﻿to﻿identify﻿relevant﻿frameworks﻿that﻿are﻿specifically﻿within﻿the﻿arts﻿marketing﻿
domain﻿(Fillis,﻿2011).﻿In﻿addition﻿to﻿that,﻿the﻿communication﻿conducted﻿by﻿service﻿providers,﻿the﻿
consumption﻿experience﻿delivered,﻿as﻿well﻿as﻿the﻿interaction﻿would﻿eventually﻿lead﻿to﻿an﻿experience﻿
that﻿is﻿engraved﻿in﻿the﻿customer’s﻿mind﻿(Homburg,﻿Koschate,﻿&﻿Hoyer,﻿2005﻿in﻿Conway﻿&﻿Leighton,﻿
2012).
Based﻿on﻿the﻿above﻿discussion,﻿there﻿are﻿two﻿objectives﻿of﻿this﻿research﻿as﻿follows:
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•﻿ To﻿investigate﻿the﻿methods﻿that﻿the﻿performing﻿arts﻿have﻿conducted﻿so﻿far﻿to﻿provide﻿a﻿superior﻿
experience
•﻿ To﻿gain﻿better﻿insights﻿of﻿how﻿the﻿service﻿experience﻿is﻿delivered﻿in﻿the﻿domain﻿of﻿traditional﻿
arts,﻿especially﻿wayang orang.
Paguyuban wayang orang Bharata﻿(Bharata﻿Performing﻿Arts﻿Group)﻿and﻿Paguyuban Wayang 
Orang Swargaloka﻿(Swargaloka﻿Performing﻿Arts﻿Group)﻿are﻿utilized﻿as﻿the﻿context﻿of﻿the﻿study.
There﻿are﻿several﻿traditional﻿performing﻿art﻿groups﻿in﻿Jakarta﻿but﻿the﻿most﻿prominent﻿ones﻿that﻿
specialize﻿in﻿Javanese﻿traditional﻿performing﻿arts﻿are﻿Swargaloka﻿and﻿Wayang﻿Orang﻿Bharata,﻿both﻿
offering﻿wayang orang﻿performances.﻿Their﻿storylines﻿are﻿derived﻿from﻿the﻿epic﻿tales﻿of﻿the﻿Mahabarata﻿
and﻿the﻿Ramayana﻿but﻿offer﻿different﻿kinds﻿of﻿experiences﻿as﻿they﻿are﻿presented﻿live﻿and﻿enhanced﻿
with﻿different﻿types﻿of﻿elements.﻿Wayang orang﻿is﻿a﻿popular﻿Javanese﻿traditional﻿performing﻿art﻿that﻿
personifies﻿the﻿characters﻿from﻿wayang kulit﻿(shadow﻿puppetry).﻿The﻿production﻿of﻿wayang orang﻿
is﻿theater-like﻿which﻿means﻿it﻿is﻿performed﻿on﻿a﻿stage﻿with﻿scripts,﻿actors,﻿musicians,﻿dancers﻿and﻿
other﻿related﻿elements﻿(Supendi,﻿2007).
Wayang﻿Orang﻿Bharata﻿was﻿established﻿in﻿1972﻿as﻿a﻿performing﻿arts﻿group.﻿In﻿later﻿years,﻿they﻿
became﻿an﻿art﻿foundation﻿partially﻿supported﻿by﻿the﻿local﻿government.﻿They﻿perform﻿once﻿a﻿week﻿
on﻿Saturday﻿night﻿with﻿regular﻿performers﻿who﻿take﻿up﻿some﻿other﻿occupations﻿during﻿the﻿working﻿
days.﻿Swargaloka﻿was﻿established﻿in﻿1997﻿as﻿a﻿youth﻿center﻿for﻿learning﻿traditional﻿arts,﻿specifically﻿
traditional﻿Javanese﻿dances﻿and﻿music.﻿Although,﻿Swargaloka﻿performs﻿every﻿couple﻿of﻿months,﻿they﻿
do﻿not﻿have﻿regular﻿shows﻿and﻿most﻿of﻿the﻿performers﻿come﻿from﻿different﻿wayang orang﻿performing﻿
arts﻿groups.﻿The﻿younger﻿performers﻿are﻿students﻿of﻿ the﻿Swargaloka﻿art﻿ foundation﻿(Suryandoro,﻿
personal﻿communication,﻿2015).
As﻿a﻿form﻿of﻿traditional﻿art,﻿wayang orang﻿uses﻿a﻿certain﻿Javanese﻿dialect;﻿to﻿describe﻿the﻿nuances﻿
and﻿the﻿characters,﻿more﻿archaic﻿Javanese﻿is﻿commonly﻿used.﻿This﻿does﻿not﻿apply﻿to﻿Swargaloka﻿
which﻿uses﻿Indonesian﻿language﻿in﻿its﻿performances,﻿as﻿they﻿are﻿aiming﻿to﻿target﻿a﻿larger﻿audience.﻿
Swargaloka﻿believes﻿that﻿in﻿order﻿to﻿sustain﻿the﻿existence﻿of﻿wayang orang﻿and﻿increase﻿people’s﻿
awareness﻿of﻿the﻿cultural﻿performance,﻿it﻿needs﻿to﻿be﻿understood﻿not﻿only﻿by﻿the﻿Javanese﻿speaking﻿
audiences﻿but﻿also﻿by﻿audiences﻿of﻿background﻿who﻿may﻿not﻿understand﻿Javanese.﻿On﻿the﻿other﻿hand,﻿
Bharata﻿tries﻿to﻿keep﻿the﻿performances﻿as﻿close﻿to﻿the﻿original﻿form﻿as﻿possible,﻿which﻿is﻿why﻿they﻿
still﻿hold﻿it﻿in﻿its﻿original﻿Javanese﻿dialect.
This﻿also﻿goes﻿for﻿other﻿elements﻿in﻿wayang orang,﻿such﻿as﻿music,﻿dances﻿and﻿stage﻿decoration.﻿
Gamelan,﻿a﻿traditional﻿Javanese﻿musical﻿instrument,﻿is﻿used﻿in﻿both﻿arts﻿groups﻿in﻿every﻿performance.﻿
Swargaloka﻿adds﻿several﻿modern﻿musical﻿instruments﻿such﻿as﻿saxophone,﻿piano,﻿and﻿guitar﻿to﻿enrich﻿
the﻿soundtrack﻿of﻿the﻿performance.﻿They﻿also﻿incorporate﻿new﻿performance﻿elements,﻿such﻿as﻿the﻿
wayang kulit﻿followed﻿by﻿narration﻿in﻿the﻿beginning﻿of﻿the﻿show﻿to﻿introduce﻿the﻿storyline﻿and﻿highlight﻿
lesson﻿learned﻿from﻿each﻿performance.
Gamelan﻿itself﻿has﻿been﻿considered﻿as﻿an﻿inseparable﻿part﻿of﻿each﻿wayang orang﻿performance﻿
(Lindsay,﻿1992).﻿In﻿the﻿performance﻿of﻿Swargaloka﻿and﻿Wayang﻿Orang﻿Bharata,﻿the﻿gamelan﻿plays﻿
an﻿important﻿role﻿in﻿enhancing﻿the﻿quality﻿of﻿the﻿performance
As﻿a﻿traditional﻿art﻿group,﻿both﻿Bharata﻿and﻿Swargaloka﻿struggle﻿to﻿keep﻿up﻿with﻿other﻿modern﻿
art﻿forms﻿and﻿other﻿choices﻿of﻿entertainment﻿(Suryandoro,﻿personal﻿communication,﻿2015).﻿Both﻿have﻿
attempted﻿to﻿keep﻿their﻿existence﻿and﻿sustain﻿themselves﻿as﻿performing﻿arts﻿groups.﻿Their﻿existence﻿
as﻿a﻿heritage﻿performing﻿art﻿group﻿depends﻿on﻿their﻿ability﻿to﻿observe﻿relevant﻿issues﻿or﻿events﻿and﻿
handpick﻿stories﻿related﻿to﻿those﻿issues.
Swargaloka﻿ usually﻿ incorporate﻿ current﻿ affairs﻿ such﻿ as﻿ general﻿ election,﻿ cases﻿ related﻿ to﻿
government﻿officials,﻿and﻿socio-cultural﻿issues.﻿These﻿are﻿usually﻿incorporated﻿to﻿the﻿storyline﻿and﻿
often﻿find﻿their﻿way﻿to﻿the﻿jokes﻿told﻿by﻿the﻿Punakawan﻿during﻿goro-goro﻿session.﻿During﻿this﻿session﻿
also,﻿the﻿dialogues﻿are﻿often﻿improvised﻿and﻿the﻿performers﻿involve﻿the﻿audiences﻿by﻿asking﻿them﻿
questions﻿and﻿joking﻿with﻿them.
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In﻿terms﻿of﻿service﻿delivery﻿in﻿the﻿form﻿of﻿performance,﻿Bharata﻿chose﻿not﻿to﻿steer﻿too﻿far﻿from﻿
the﻿ traditional﻿ forms﻿of﻿wayang orang,﻿ giving﻿ the﻿ audience﻿ a﻿ familiar﻿ experience.﻿On﻿ the﻿ other﻿
hand,﻿Swargaloka﻿chose﻿the﻿road﻿less-traveled﻿by﻿altering﻿audience﻿experiences﻿through﻿adding﻿new﻿
performance﻿elements﻿and﻿even﻿changing﻿ the﻿ language﻿of﻿ the﻿wayang orang﻿performances﻿ from﻿
Javanese﻿to﻿Indonesian.
LITERATURE REVIEw
Consumption Experience
Many﻿previous﻿studies﻿have﻿dealt﻿with﻿the﻿issue﻿of﻿customer﻿experience﻿and﻿suggested﻿how﻿creating﻿
superior﻿customer﻿experience﻿would﻿lead﻿to﻿higher﻿competitive﻿advantages.﻿(Pine﻿&﻿Gilmore,﻿1998,﻿
Prahalad﻿&﻿Ramaswamy,﻿2004;﻿Meyer﻿&﻿Schwager,﻿2007﻿in﻿Johnston﻿&﻿Kong,﻿2011).﻿Other﻿studies﻿
propose﻿that﻿interpretation﻿of﻿experience﻿in﻿the﻿service﻿context﻿is﻿done﻿by﻿the﻿customers﻿themselves﻿
through﻿various﻿points﻿of﻿interaction﻿and﻿involvement﻿with﻿the﻿service﻿providers﻿(Johnston﻿&﻿Clark,﻿
2008).﻿Consumption﻿of﻿arts﻿acts﻿as﻿a﻿symbolic﻿experience,﻿with﻿a﻿high﻿possibility﻿of﻿creating﻿enduring﻿
service﻿provider﻿and﻿customer﻿relationships.
In﻿the﻿case﻿of﻿performing﻿art﻿as﻿a﻿form﻿of﻿service,﻿artists﻿and﻿recipients﻿were﻿seen﻿as﻿contributing﻿
to﻿ the﻿supply﻿and﻿consumption﻿of﻿art﻿experiences﻿(White,﻿Hede,﻿&﻿Rentschler,﻿2009).﻿When﻿ the﻿
customers﻿can﻿take﻿part﻿in﻿the﻿activity,﻿it﻿will﻿enhance﻿their﻿experience﻿(Schmitt,﻿1999;﻿Slatten,﻿Krogh,﻿
&﻿Connolley,﻿2011).﻿Baron,﻿Harris,﻿&﻿Harris﻿(2001)﻿pointed﻿out﻿that﻿theater﻿as﻿a﻿performing﻿art﻿outlet﻿
presents﻿the﻿offering﻿as﻿a﻿fun﻿experience,﻿involving﻿the﻿notion﻿of﻿excitement.﻿It﻿has﻿been﻿noted﻿that﻿
the﻿collectiveness﻿and﻿social﻿interactions﻿that﻿happen﻿during﻿the﻿service﻿delivery﻿can﻿enhance﻿the﻿
customer﻿experience﻿(Caru﻿and﻿Cova,﻿2007﻿in﻿Minkiewicz﻿et﻿al.,﻿2009).
Service Experience
The﻿service﻿experience﻿are﻿the﻿functional﻿clues﻿that﻿the﻿customers﻿receive﻿as﻿indicators﻿whether﻿the﻿
parts﻿of﻿the﻿service﻿are﻿working﻿as﻿expected﻿(Sandstrom,﻿Edvardsson,﻿Kristenssonm,﻿&﻿Magnusson,﻿
2008).﻿There﻿are﻿several﻿parts﻿to﻿service﻿experience:﻿the﻿mechanical﻿clues﻿which﻿are﻿the﻿sensory﻿
presentation﻿of﻿the﻿service﻿(sights,﻿smells,﻿sounds,﻿tastes,﻿and﻿textures)﻿and﻿humanistic﻿clues﻿emerging﻿
from﻿the﻿behavior﻿and﻿appearance﻿of﻿service﻿providers﻿(Sandstrom﻿et﻿al.,﻿2008).﻿These﻿clues﻿vary﻿the﻿
service﻿experience﻿by﻿influencing﻿customers’﻿thoughts,﻿feelings,﻿and﻿behavior.
Service﻿experience﻿has﻿been﻿a﻿subject﻿of﻿scholars’﻿attention﻿in﻿various﻿areas﻿including﻿information﻿
systems,﻿education,﻿service﻿design﻿and﻿management﻿and﻿marketing﻿(Wang,﻿2015).﻿Value﻿of﻿a﻿service﻿
is﻿said﻿to﻿be﻿derived﻿from﻿the﻿service﻿experiences﻿(Olsson,﻿Friman,﻿Pareigis,﻿&﻿Edvardsson,﻿2012).﻿
The﻿service﻿experience﻿encounters﻿may﻿have﻿the﻿potential﻿for﻿the﻿development﻿of﻿knowledge﻿about﻿
users﻿and﻿the﻿enhancement﻿of﻿the﻿value-creating﻿potential﻿of﻿employees﻿and﻿customers﻿(Sorensen﻿
and﻿Jensen,﻿2015).
The﻿idea﻿of﻿service﻿experience﻿in﻿marketing﻿comes﻿from﻿the﻿notion﻿that﻿traditional﻿marketing﻿has﻿
been﻿replaced﻿by﻿experiential﻿marketing,﻿which﻿focuses﻿on﻿consumer﻿experiences,﻿treats﻿consumption﻿
as﻿ a﻿ holistic﻿ experience﻿ and﻿ recognizes﻿ both﻿ the﻿ rational﻿ and﻿ emotional﻿ drivers﻿ of﻿ consumption﻿
(Schmitt,﻿1999).﻿Improving﻿service﻿experiences﻿is﻿crucial﻿in﻿influencing﻿customer﻿satisfaction﻿and﻿
loyalty﻿(Manhas﻿&﻿Tukamushaba,﻿2015).
The﻿service﻿experiences﻿in﻿the﻿context﻿of﻿the﻿wayang orang﻿performance﻿can﻿be﻿divided﻿into﻿
several﻿sub-themes:﻿the﻿consumption﻿of﻿art﻿itself,﻿the﻿service﻿quality,﻿benefits﻿gained,﻿and﻿barriers﻿
to﻿watching﻿performances.
Art Consumption
Pine﻿and﻿Gilmore﻿(1999)﻿identify﻿four﻿realms﻿of﻿experience:﻿education,﻿entertainment,﻿escapism﻿and﻿
aesthetics.﻿Visiting﻿or﻿viewing﻿the﻿arts﻿actually﻿leads﻿to﻿the﻿changing﻿role﻿of﻿the﻿viewers﻿to﻿become﻿
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participators﻿ instead﻿ (Pine﻿&﻿Gilmore,﻿ 1999﻿ in﻿Conway﻿ and﻿Leighton,﻿ 2012).﻿Art﻿ consumption﻿
literature﻿generally﻿revolves﻿around﻿the﻿audiences﻿of﻿the﻿art﻿itself.﻿An﻿audience-oriented﻿perspective﻿
incorporates﻿the﻿notion﻿of﻿needs;﻿encouraging﻿art﻿organizations﻿to﻿adopt﻿a﻿marketing﻿orientation﻿that﻿
can﻿be﻿both﻿socially﻿and﻿economically﻿beneficial﻿(Rentschler,﻿1999﻿in﻿Lange,﻿2010).
It﻿has﻿been﻿argued﻿that﻿arts﻿consumption﻿is﻿different﻿from﻿the﻿other﻿types﻿of﻿consumption﻿since﻿
it﻿is﻿rich﻿in﻿abstract﻿meanings,﻿tends﻿to﻿be﻿symbolic﻿as﻿well﻿as﻿hedonic﻿in﻿nature﻿(Uusitalo,﻿2008).﻿
The﻿differences﻿between﻿the﻿capacities﻿of﻿art﻿consumption﻿could﻿lead﻿to﻿social﻿distinctions﻿between﻿
groups﻿and﻿individuals﻿(Uusitalo,﻿2008).﻿Marketing﻿is﻿then﻿involved﻿not﻿only﻿during﻿the﻿moment﻿
of﻿artistic﻿creation,﻿but﻿also﻿during﻿the﻿diffusion﻿(Botti,﻿2000).﻿Thus,﻿the﻿task﻿of﻿marketing﻿is﻿often﻿
related﻿to﻿identifying﻿what﻿drives﻿and﻿what﻿may﻿inhibit﻿art﻿consumption.
METHoDS
The﻿main﻿methodology﻿of﻿ this﻿ research﻿ is﻿a﻿qualitative﻿method﻿using﻿semi-structured﻿ interviews﻿
with﻿the﻿key﻿persons﻿of﻿the﻿organization﻿being﻿used﻿as﻿examples﻿of﻿performing﻿art﻿organizations﻿
(Paguyuban﻿Wayang﻿Orang Bharata﻿and﻿Paguyuban Wayang Orang Swargaloka).
There﻿were﻿two﻿key﻿informants﻿interviewed﻿from﻿the﻿wayang orang﻿Bharata﻿and﻿one﻿founder﻿of﻿
the﻿Swargaloka﻿performing﻿arts﻿group.﻿The﻿aforementioned﻿interviews﻿were﻿recorded﻿with﻿a﻿digital﻿
device﻿ after﻿ getting﻿ the﻿ consent﻿ of﻿ the﻿ interviewees.﻿The﻿ interviews﻿were﻿ transcribed﻿ verbatim.﻿
Afterwards,﻿the﻿transcripts﻿were﻿then﻿translated﻿to﻿English﻿and﻿coded﻿to﻿gain﻿insights﻿into﻿factors﻿
surrounding﻿the﻿service﻿experiences﻿of﻿wayang orang﻿performances.
RESULTS AND DISCUSSIoN
Several﻿themes﻿were﻿identified﻿from﻿the﻿in-depth﻿interviews﻿conducted﻿at﻿the﻿early﻿stage﻿of﻿the﻿study.﻿
Open-ended﻿questionnaires﻿were﻿then﻿distributed﻿to﻿the﻿viewers/customers﻿of﻿both﻿performing﻿art﻿
groups﻿to﻿find﻿out﻿how﻿the﻿service﻿experience﻿had﻿been﻿delivered﻿based﻿on﻿the﻿key﻿themes﻿identified﻿
in﻿the﻿earlier﻿stage.
The﻿open-ended﻿questionnaires﻿were﻿distributed﻿to﻿the﻿audiences﻿of﻿both﻿wayang orang﻿groups,﻿
yielding﻿30﻿valid﻿ respondents﻿ in﻿ total.﻿The﻿ respondents’﻿ age﻿varied﻿between﻿18﻿ to﻿84﻿years﻿old,﻿
comprises﻿of﻿students,﻿office﻿workers﻿and﻿retirees﻿indicating﻿the﻿heterogeneity﻿of﻿the﻿background.﻿The﻿
questions﻿were﻿derived﻿from﻿the﻿early﻿stage﻿interviews﻿involving﻿the﻿key﻿informants﻿of﻿each﻿wayang 
orang﻿group.﻿The﻿questions﻿include﻿the﻿frequency﻿of﻿patronage,﻿the﻿level﻿of﻿service﻿quality﻿as﻿well﻿
as﻿the﻿kind﻿of﻿service﻿experiences﻿being﻿delivered﻿during﻿the﻿performance.﻿Some﻿questions﻿revolve﻿
around﻿the﻿aesthetics﻿side﻿of﻿the﻿performance﻿such﻿as﻿the﻿storyline﻿and﻿the﻿performers.﻿The﻿data﻿
was﻿treated﻿similarly﻿as﻿the﻿data﻿derived﻿from﻿the﻿interviews.﻿The﻿responses﻿were﻿then﻿coded﻿based﻿
on﻿several﻿categories:﻿frequency﻿of﻿patronage,﻿intention﻿to﻿recommend﻿to﻿others,﻿service﻿providers,﻿
storyline,﻿performers,﻿service﻿experiences,﻿service﻿quality,﻿benefits﻿of﻿watching,﻿barriers﻿of﻿the﻿art﻿
consumption,﻿artistic﻿elements,﻿and﻿suggestion﻿for﻿improvements.
Service Experience
Creation﻿of﻿service﻿experiences﻿have﻿to﻿be﻿delivered﻿through﻿service﻿touch-points﻿(Crosby﻿&Johnson,﻿
2007﻿in﻿Wong,﻿2013).﻿In﻿the﻿case﻿of﻿awayang orang﻿performance,﻿the﻿service﻿touch-points﻿may﻿vary,﻿
starting﻿from﻿when﻿the﻿potential﻿audiences﻿get﻿some﻿information﻿on﻿the﻿storyline﻿to﻿be﻿performed,﻿to﻿
buying﻿tickets,﻿to﻿watching﻿the﻿performance﻿and﻿then﻿to﻿the﻿end﻿of﻿the﻿performance.
A﻿wayang orang﻿performance﻿generally﻿consists﻿of﻿different﻿parts.﻿There﻿are﻿some﻿humorous﻿
elements﻿included,﻿such﻿as﻿the﻿jokes﻿being﻿delivered﻿during﻿the﻿goro-goro﻿part.﻿The﻿goro-goro﻿part﻿
is﻿the﻿part﻿in﻿wayang orang﻿performance﻿which﻿shows﻿a﻿ksatria﻿(a﻿knight)﻿who﻿usually﻿is﻿the﻿main﻿
protagonist﻿of﻿the﻿story﻿talking﻿with﻿his﻿punakawan.﻿The﻿punakawan﻿usually﻿act﻿as﻿the﻿entertainers,﻿
who﻿entertain﻿by﻿singing﻿tembang﻿(Javanese﻿songs)﻿with﻿the﻿gamelan﻿ensemble﻿and﻿joking﻿around﻿
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with﻿each﻿other.﻿This﻿segment﻿seems﻿to﻿be﻿particularly﻿popular﻿among﻿the﻿wayang﻿audiences﻿due﻿to﻿
the﻿ability﻿of﻿the﻿punakawan﻿to﻿lighten﻿the﻿mood﻿and﻿make﻿the﻿audiences﻿laugh.
The﻿findings﻿ reveal﻿ that﻿ there﻿are﻿several﻿different﻿ factors﻿ that﻿contribute﻿ to﻿positive﻿service﻿
experiences,﻿ including﻿ gaining﻿more﻿ understanding﻿ about﻿wayang﻿ characters,﻿ and﻿ attending﻿ the﻿
performance﻿as﻿a﻿ form﻿of﻿recreational﻿activity﻿ to﻿ lessen﻿boredom﻿and﻿escape﻿from﻿routine﻿ tasks.﻿
Several﻿respondents﻿perceived﻿wayang﻿as﻿a﻿form﻿of﻿teaching﻿with﻿some﻿traditional﻿values﻿and﻿a﻿way﻿
of﻿preserving﻿the﻿Indonesian﻿tradition.
A﻿respondent﻿in﻿particular﻿stated﻿that﻿“besides﻿being﻿a﻿form﻿of﻿entertainment,﻿(there﻿are)﻿a﻿lot﻿of﻿
moral﻿values﻿to﻿be﻿gained,﻿(the﻿performers)﻿are﻿solid,﻿and﻿(they﻿are)﻿able﻿to﻿encourage﻿regeneration…”
The﻿regeneration﻿factor﻿has﻿been﻿a﻿widely﻿discussed﻿topic﻿in﻿the﻿context﻿of﻿wayang orang.﻿So﻿
far,﻿some﻿media﻿have﻿covered﻿how﻿difficult﻿it﻿is﻿to﻿keep﻿maintaining﻿the﻿existence﻿of﻿the﻿group﻿itself﻿
with﻿minimum﻿funding﻿and﻿relatively﻿low﻿entrance﻿tickets﻿charged﻿to﻿the﻿customers.﻿In﻿some﻿of﻿the﻿
responses﻿received,﻿the﻿customers﻿themselves﻿have﻿acknowledged﻿how﻿low﻿the﻿price﻿of﻿tickets﻿are﻿
compared﻿with﻿the﻿benefits﻿gained﻿as﻿one﻿of﻿the﻿driving﻿factors﻿to﻿go﻿and﻿watch﻿the﻿performance.
Personal﻿interaction﻿encounters,﻿customer﻿involvement,﻿familiarity﻿and﻿customer﻿experience﻿may﻿
also﻿play﻿a﻿role﻿on﻿how﻿the﻿service﻿is﻿experienced﻿(Mamat,﻿Haron﻿&﻿Razak,﻿2014).﻿The﻿provider﻿is﻿
frequently﻿seen﻿as﻿the﻿service﻿itself﻿(Clemes﻿Mollenkopf,﻿&﻿Burn,﻿2000﻿in﻿Bawa﻿&﻿Kansal,﻿2008)﻿
and﻿in﻿the﻿case﻿of﻿wayang orang,﻿the﻿respondents﻿have﻿stated﻿that﻿they﻿received﻿friendly﻿services﻿
from﻿staff﻿that﻿were﻿generally﻿satisfying.
The﻿respondents﻿have﻿also﻿mentioned﻿how﻿they﻿wish﻿to﻿recommend﻿watching﻿the﻿performance﻿to﻿
their﻿friends,﻿colleagues﻿and﻿family﻿members.﻿This﻿indicates﻿that﻿the﻿experience﻿of﻿watching﻿wayang 
orang﻿itself﻿is﻿satisfactory﻿as﻿such﻿that﻿the﻿audiences﻿are﻿willing﻿to﻿recommend﻿watching﻿the﻿show﻿
to﻿other﻿people.
In﻿terms﻿of﻿quality﻿of﻿the﻿performance,﻿the﻿respondents﻿said﻿that﻿they﻿enjoyed﻿going﻿to﻿see﻿the﻿
performances﻿because﻿of﻿the﻿storyline﻿and﻿the﻿dancers.﻿One﻿of﻿the﻿respondents﻿stated﻿that﻿the﻿popular﻿
dancers﻿of﻿the﻿group﻿could﻿be﻿one﻿point﻿of﻿attraction﻿to﻿watch﻿the﻿performance.
An﻿example﻿of﻿how﻿an﻿audience﻿member﻿stated﻿how﻿she﻿viewed﻿the﻿performance﻿follows:
…very pleasant, especially because they still maintain the quality of the dances, and clothing 
combinations... 
The﻿audiences﻿are﻿also﻿very﻿loyal﻿to﻿some﻿of﻿the﻿dancers﻿as﻿they﻿may﻿deem﻿the﻿dancers﻿suitable﻿
to﻿play﻿certain﻿roles.
…usually the audiences already had some favorite performers for each role. When that individual is 
not the performer of a particular role, they usually approach me to question my decision (in choosing 
those performers) …
In﻿terms﻿of﻿the﻿storyline,﻿most﻿of﻿the﻿stories﻿are﻿derived﻿from﻿Ramayana﻿and﻿Mahabharata﻿with﻿
some﻿alterations.﻿According﻿to﻿the﻿key﻿informants,﻿the﻿carangan﻿stories﻿(the﻿ones﻿which﻿have﻿been﻿
altered﻿significantly)﻿are﻿the﻿favorite﻿of﻿the﻿audiences.﻿There﻿is﻿possibility﻿that﻿because﻿not﻿many﻿
people﻿are﻿familiar﻿with﻿these﻿stories﻿and﻿therefore﻿watching﻿them﻿being﻿performed﻿brings﻿new﻿and﻿
enjoyable﻿experiences.
The﻿goro-goro﻿may﻿also﻿have﻿a﻿special﻿place﻿in﻿the﻿audiences’﻿hearts﻿as﻿usually﻿during﻿this﻿part,﻿
the﻿audiences﻿can﻿request﻿some﻿songs﻿to﻿be﻿played﻿to﻿the﻿punakawan,﻿increasing﻿their﻿enjoyment.﻿
Despite﻿being﻿full﻿of﻿jokes﻿and﻿laughter,﻿this﻿session﻿is﻿also﻿frequently﻿packed﻿with﻿discussions﻿of﻿the﻿
current﻿issues﻿and﻿occasionally﻿insinuation﻿directed﻿at﻿the﻿government.﻿The﻿punakawan﻿was﻿often﻿
regarded﻿as﻿an﻿ordinary﻿citizen,﻿usually﻿typified﻿as﻿being﻿nrimo﻿(accepting)﻿despite﻿living﻿a﻿very﻿
down-to-earth﻿lifestyle.﻿This﻿makes﻿the﻿characters﻿of﻿the﻿punakawan﻿highly﻿relatable﻿to﻿the﻿audiences.
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The﻿storyline﻿was﻿quoted﻿to﻿be﻿one﻿of﻿important﻿art﻿elements﻿in﻿the﻿wayang orang﻿performance.﻿
The﻿interview﻿with﻿one﻿of﻿the﻿keypeople﻿in﻿Wayang Orang Bharata﻿revealed﻿that﻿the﻿group﻿usually﻿
prepared﻿approximately﻿100﻿stories﻿for﻿a﻿period﻿of﻿one﻿year.﻿Out﻿of﻿those﻿100﻿stories,﻿around﻿half﻿
get﻿chosen﻿to﻿be﻿performed﻿almost﻿every﻿week﻿on﻿Saturday﻿night.﻿The﻿adjustment﻿is﻿usually﻿made﻿
to﻿cater﻿to﻿the﻿preferences﻿of﻿the﻿audiences,﻿often﻿reflected﻿by﻿the﻿ticket﻿sales﻿of﻿each﻿performance.
On﻿the﻿other﻿hand,﻿Swargaloka﻿generally﻿alters﻿the﻿storyline﻿to﻿fit﻿the﻿timeframe.﻿The﻿storyline﻿
is﻿mostly﻿a﻿fragment﻿of﻿a﻿bigger﻿storyline﻿which﻿was﻿delivered﻿within﻿a﻿two-hour﻿performance.﻿Even﻿
though﻿their﻿performances﻿can﻿be﻿considered﻿more﻿contemporary,﻿they﻿still﻿maintain﻿some﻿of﻿the﻿
traditional﻿elements;﻿including﻿the﻿gamelan﻿music﻿and﻿how﻿the﻿characters﻿are﻿played.﻿The﻿dialogue﻿
is﻿delivered﻿in﻿Indonesian,﻿often﻿poetically﻿to﻿convey﻿meanings﻿to﻿the﻿audiences.
Swargaloka’s﻿ performance﻿ always﻿ incorporates﻿ innovations.﻿One﻿ of﻿ these﻿ is﻿ through﻿ the﻿
combination﻿of﻿wayang orangandwayang kulit﻿(shadow﻿puppetry)﻿as﻿the﻿opening﻿act,﻿and﻿modern﻿
theater﻿style﻿(skalanews.com,﻿2012).﻿Generally﻿speaking,﻿the﻿audiences﻿of﻿Bharata﻿wish﻿to﻿see﻿new﻿
creations﻿of﻿the﻿show﻿while﻿Swargaloka﻿audiences﻿tend﻿to﻿look﻿forward﻿to﻿the﻿dance﻿performances,﻿
dialog,﻿songs,﻿costumes,﻿stage﻿decoration,﻿and﻿karawitan﻿(Javanese﻿traditional﻿musical﻿performance)﻿
to﻿make﻿the﻿show﻿more﻿interesting﻿to﻿watch.
During﻿each﻿performance,﻿Wayang﻿Orang﻿Bharata﻿will﻿have﻿several﻿woman﻿singers﻿(also﻿known﻿
as﻿sinden)﻿who﻿embellish﻿the﻿show﻿with﻿their﻿vocals.﻿The﻿sindens﻿and﻿the﻿dalang﻿will﻿sing﻿to﻿the﻿
gamelan﻿orchestra.
An﻿ example﻿ of﻿what﻿ art﻿ elements﻿ that﻿ one﻿Bharata﻿ audience﻿ looks﻿ for﻿ in﻿wayang orang﻿
performance:﻿ “…to﻿ incorporate﻿modern﻿elements﻿ in﻿ the﻿performance﻿without﻿ straying﻿ too﻿much﻿
from﻿the﻿common﻿norms.”
Theatrical﻿performances﻿rely﻿on﻿visual﻿elements﻿that﻿support﻿its﻿story﻿such﻿as﻿stage﻿decoration,﻿
and﻿costumes﻿which﻿can﻿also﻿be﻿applied﻿to﻿the﻿wayang orang﻿performances.﻿There﻿are﻿attempts﻿in﻿
improving﻿ stage﻿decoration﻿ and﻿variations﻿of﻿ stage﻿props,﻿ in﻿particularly﻿ the﻿dance﻿performance﻿
part.﻿In﻿addition﻿to﻿that,﻿multimedia﻿is﻿also﻿utilized﻿as﻿a﻿means﻿to﻿enhance﻿the﻿service﻿experience.﻿
The﻿multimedia﻿is﻿frequently﻿in﻿the﻿form﻿of﻿pre-recorded﻿wayang kulit﻿and﻿voice﻿effects.﻿Usually﻿
this﻿multimedia﻿aims﻿to﻿emphasize﻿some﻿dance﻿movements﻿and﻿add﻿an﻿atmosphere﻿to﻿the﻿interaction﻿
between﻿characters﻿on﻿the﻿stage.
However,﻿it﻿should﻿be﻿noted﻿that﻿the﻿usage﻿of﻿multimedia﻿in﻿wayang orang﻿performances﻿needs﻿
to﻿be﻿done﻿carefully﻿so﻿ that﻿ it﻿ still﻿preserves﻿ the﻿values﻿of﻿wayang orang.﻿ (Suryandoro,﻿personal﻿
communication,﻿2015).﻿Overdone﻿multimedia﻿may﻿actually﻿be﻿distracting﻿and﻿lessen﻿the﻿enjoyment﻿
of﻿the﻿audiences.﻿The﻿performance﻿usually﻿is﻿held﻿in﻿a﻿dimly﻿lit﻿auditorium,﻿so﻿lighting﻿is﻿usually﻿
crucial﻿in﻿bringing﻿out﻿different﻿emotions﻿of﻿each﻿scene.
An﻿example﻿of﻿what﻿art﻿elements﻿that﻿one﻿Bharata﻿audience﻿member﻿looks﻿for﻿in﻿a﻿wayang orang﻿
performance:﻿“…to﻿incorporate﻿modern﻿elements﻿in﻿the﻿performance﻿without﻿straying﻿too﻿much﻿from﻿
the﻿common﻿norms.”
Art Consumption Barriers
Several﻿barriers﻿of﻿wayang orang﻿performance﻿consumption﻿were﻿identified﻿from﻿the﻿respondents’﻿
responses.﻿Some﻿respondents﻿have﻿stated﻿that﻿the﻿performance﻿time﻿and﻿traffic﻿jam﻿may﻿have﻿lessened﻿
their﻿motivation﻿to﻿watch﻿the﻿performance.﻿Moreover,﻿as﻿the﻿performance﻿was﻿delivered﻿at﻿night,﻿
some﻿of﻿the﻿audiences﻿may﻿feel﻿more﻿reluctant﻿to﻿go﻿due﻿to﻿limited﻿transportation﻿available﻿during﻿
those﻿hours,﻿especially﻿for﻿the﻿audiences﻿of﻿Wayang﻿Orang﻿Bharata.
Interestingly,﻿the﻿costs﻿are﻿not﻿considered﻿to﻿be﻿a﻿barrier﻿to﻿wayang orang﻿performances.﻿For﻿
the﻿cost﻿of﻿watching﻿the﻿performance,﻿Wayang﻿Orang﻿Bharata﻿charges﻿a﻿relatively﻿low﻿price;﻿ the﻿
VIP﻿ticket﻿costs﻿60,000﻿Rupiah﻿(approximately﻿4﻿USD)﻿while﻿the﻿cheapest﻿one﻿costs﻿40,000﻿Rupiah﻿
(approximately﻿3﻿USD).﻿On﻿the﻿other﻿hand,﻿Swargaloka﻿charges﻿200,000﻿Rupiah﻿for﻿each﻿performance﻿
(approximately﻿13﻿USD).﻿The﻿ticket﻿price﻿for﻿Swargaloka﻿is﻿significantly﻿higher﻿since﻿they﻿perform﻿
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only﻿4-5﻿times﻿a﻿year,﻿with﻿significantly﻿higher﻿costs﻿of﻿each﻿performance﻿due﻿to﻿more﻿comprehensive﻿
stage﻿decoration,﻿more﻿complex﻿stage﻿properties,﻿and﻿more﻿accessible﻿locations.
The﻿finding﻿of﻿this﻿study﻿suggests﻿that﻿the﻿cost﻿of﻿attending﻿the﻿performance﻿is﻿not﻿considered﻿
to﻿be﻿a﻿barrier﻿by﻿the﻿respondents,﻿as﻿they﻿may﻿feel﻿that﻿the﻿price﻿of﻿admission﻿is﻿low﻿compared﻿to﻿
other﻿forms﻿of﻿entertainment﻿e.g.﻿movie,﻿concert,﻿and﻿musical.
From﻿the﻿service﻿providers’﻿perspective,﻿the﻿low﻿price﻿of﻿admission﻿could﻿actually﻿become﻿a﻿
barrier﻿to﻿delivering﻿the﻿performance﻿as﻿it﻿may﻿not﻿be﻿enough﻿to﻿pay﻿the﻿salary﻿of﻿the﻿performers﻿
(Sentot,﻿personal﻿communication,﻿2015).﻿However,﻿as﻿a﻿service﻿provider,﻿they﻿feel﻿that﻿the﻿low﻿salary﻿
is﻿actually﻿the﻿necessary﻿sacrifice﻿that﻿needs﻿to﻿be﻿made﻿to﻿make﻿sure﻿that﻿the﻿tradition﻿is﻿preserved.﻿
Most﻿of﻿the﻿performances﻿can﻿be﻿very﻿labor-intensive,﻿requiring﻿dozens﻿of﻿performers﻿and﻿dancers.
Even to pay the salary of the performers, the money gathered is not enough as our main source is 
mostly from the ticket sales. However, usually there are some annual donations which we collect. At 
the end of the day, because our main goal is to preserve the tradition, we do not hold money-making 
as our main priority.
Artistic Ideals and Profit-Making
Balancing﻿between﻿the﻿need﻿to﻿make﻿profit﻿and﻿artistic﻿ideals﻿could﻿be﻿challenging﻿for﻿these﻿two﻿
performing﻿arts﻿groups.﻿Hence,﻿there﻿is﻿a﻿need﻿to﻿constantly﻿deliver﻿a﻿superb﻿experience﻿to﻿the﻿audiences﻿
as﻿a﻿way﻿to﻿retain﻿-﻿and﻿attract﻿new﻿-﻿customers.﻿As﻿stated﻿by﻿Hume﻿and﻿Mort﻿(2008)﻿there﻿is﻿a﻿need﻿
for﻿some﻿of﻿the﻿concepts﻿derived﻿from﻿service﻿marketing﻿to﻿be﻿applied﻿in﻿the﻿area﻿of﻿performance﻿arts﻿
organizations﻿to﻿improve﻿their﻿performance.﻿It﻿is﻿also﻿important﻿to﻿note﻿that﻿customers’﻿preferences﻿
may﻿have﻿shifted;﻿consumption﻿of﻿goods﻿become﻿lesser﻿as﻿compared﻿to﻿consumption﻿of﻿experiences﻿
(Palmer,﻿2005).
So﻿far,﻿marketing﻿efforts﻿of﻿these﻿two﻿wayang orang﻿groups﻿were﻿mostly﻿executed﻿through﻿social﻿
media﻿and﻿word-of-mouth﻿of﻿the﻿loyal﻿audiences.﻿Wayang﻿Orang﻿Bharata﻿receives﻿assistance﻿from﻿
their﻿loyal﻿customers﻿to﻿set﻿up﻿Twitter﻿and﻿Facebook﻿accounts﻿to﻿interact﻿with﻿their﻿customer﻿base﻿
and﻿provide﻿information﻿related﻿to﻿the﻿shows.﻿The﻿personnel﻿responsible﻿with﻿the﻿public﻿relation﻿
activity﻿will﻿usually﻿also﻿send﻿text﻿messages﻿to﻿the﻿loyal﻿audiences﻿Meanwhile,﻿Swargaloka﻿has﻿also﻿
attempted﻿to﻿contact﻿some﻿government﻿and﻿private﻿institutions﻿to﻿form﻿partnerships﻿with﻿them﻿and﻿
as﻿a﻿way﻿to﻿gain﻿additional﻿funding.
This﻿finding﻿suggests﻿that﻿the﻿art﻿organizations﻿should﻿be﻿more﻿proactive﻿in﻿approaching﻿potential﻿
donors.﻿It﻿is﻿also﻿possible﻿to﻿enlist﻿the﻿help﻿from﻿the﻿audiences﻿as﻿the﻿audiences﻿are﻿supportive﻿and﻿
fully﻿understand﻿the﻿difficulties﻿that﻿these﻿art﻿organizations﻿are﻿facing﻿at﻿the﻿moment.
CoNCLUSIoN
It﻿is﻿understood﻿that﻿performing﻿art﻿groups﻿are﻿expected﻿to﻿provide﻿a﻿memorable﻿experience﻿to﻿their﻿
customers﻿to﻿be﻿more﻿competitive.﻿The﻿challenges﻿in﻿the﻿field﻿of﻿the﻿entertainment﻿domain﻿lay﻿on﻿
the﻿difficulties﻿in﻿maintaining﻿good﻿art﻿consumption﻿experiences.
This﻿study﻿has﻿helped﻿in﻿identifying﻿the﻿relationships﻿between﻿service﻿experience,﻿art﻿elements﻿
of﻿performing﻿art,﻿and﻿barriers﻿of﻿traditional﻿art﻿consumption.﻿The﻿study﻿offers﻿insights﻿on﻿how﻿the﻿
service﻿providers﻿could﻿strive﻿to﻿be﻿better﻿by﻿identifying﻿possible﻿barriers﻿of﻿watching﻿the﻿performances﻿
to﻿deliver﻿better﻿service﻿experiences.
In﻿terms﻿of﻿wayang orang﻿performance,﻿it﻿is﻿evident﻿that﻿the﻿audiences﻿were﻿drawn﻿to﻿watch﻿
because﻿they﻿enjoyed﻿the﻿storyline,﻿the﻿humor﻿and﻿some﻿art﻿elements﻿of﻿the﻿show.﻿The﻿performing﻿
groups﻿have﻿to﻿ensure﻿that﻿these﻿elements﻿are﻿taken﻿into﻿account,﻿treating﻿the﻿audiences﻿as﻿the﻿center﻿
of﻿the﻿performance﻿and﻿taking﻿into﻿account﻿their﻿perspectives﻿and﻿their﻿needs.﻿However,﻿it﻿should﻿
be﻿noted﻿that﻿even﻿though﻿the﻿enjoyment﻿of﻿these﻿heritage﻿performing﻿art﻿experience﻿usually﻿is﻿done﻿
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privately,﻿the﻿customers﻿may﻿be﻿exposed﻿to﻿the﻿behaviours﻿of﻿others﻿(Verhoef,﻿Lemon,﻿Parasuraman,﻿
Roggeveen,﻿Tsiros﻿and﻿Schlesinger,﻿2009).
This﻿suggests﻿that﻿the﻿social﻿interactions﻿that﻿happen﻿during﻿the﻿course﻿of﻿the﻿performance﻿such﻿as﻿
the﻿interaction﻿with﻿the﻿other﻿audiences,﻿laughter,﻿and﻿noises﻿may﻿help﻿to﻿co-create﻿a﻿more﻿memorable﻿
experience﻿or﻿even﻿impede﻿the﻿experience﻿co-creation.﻿What﻿the﻿service﻿providers﻿can﻿do﻿in﻿terms﻿of﻿
this﻿is﻿to﻿provide﻿understanding﻿among﻿the﻿audiences﻿that﻿even﻿though﻿they﻿can﻿enjoy﻿the﻿show﻿and﻿
be﻿participative;﻿there﻿are﻿some﻿rules﻿that﻿they﻿will﻿need﻿to﻿obey﻿to﻿ensure﻿that﻿the﻿other﻿audiences﻿
can﻿also﻿enjoy﻿the﻿performance,﻿such﻿as﻿no﻿recording,﻿no﻿excessive﻿noise﻿making﻿and﻿movement,﻿etc.
The﻿findings﻿show﻿that﻿the﻿storyline﻿needs﻿to﻿be﻿updated﻿by﻿incorporating﻿new﻿elements,﻿such﻿as﻿
current﻿affairs﻿and﻿even﻿some﻿lingo﻿which﻿is﻿recognizable﻿by﻿the﻿younger﻿audiences,﻿especially﻿in﻿the﻿
context﻿of﻿Swargaloka﻿performances.﻿The﻿incorporation﻿of﻿latest﻿issues﻿and﻿lingo﻿that﻿are﻿relatable﻿to﻿
the﻿audiences﻿is﻿expected﻿to﻿shine﻿a﻿new﻿light﻿on﻿each﻿performance﻿and﻿enhance﻿the﻿art﻿consumption﻿
experience.﻿The﻿audiences﻿may﻿have﻿varying﻿degree﻿of﻿proficiency﻿when﻿it﻿comes﻿to﻿the﻿Javanese﻿
language,﻿and﻿as﻿such﻿inserting﻿Indonesian﻿language﻿and﻿more﻿popular﻿lingo﻿will﻿be﻿something﻿that﻿
the﻿younger﻿generations﻿will﻿appreciate,﻿especially﻿for﻿the﻿wayang orang﻿Bharata﻿group.
As﻿storyline﻿has﻿been﻿mentioned﻿quite﻿frequently﻿by﻿the﻿respondents,﻿it﻿should﻿be﻿noted﻿by﻿these﻿
two﻿performing﻿art﻿groups﻿that﻿choosing﻿an﻿appropriate﻿storyline﻿is﻿of﻿utmost﻿importance.﻿The﻿storyline﻿
considerations﻿may﻿also﻿take﻿into﻿account﻿the﻿age﻿of﻿majority﻿of﻿the﻿targeted﻿audiences﻿(relatable﻿
characters﻿may﻿actually﻿be﻿more﻿attractive),﻿storyline﻿that﻿is﻿personally﻿relevant﻿and﻿compelling﻿can﻿
be﻿a﻿pulling﻿factor﻿to﻿attract﻿younger﻿audiences.
This﻿notion﻿is﻿supported﻿by﻿another﻿study﻿on﻿wayang orang﻿groups﻿conducted﻿by﻿Paneli﻿(2017).﻿
He﻿pointed﻿out﻿that﻿albeit﻿some﻿wayang orang﻿groups﻿are﻿facing﻿extinction,﻿some﻿young﻿artists﻿from﻿
these﻿groups﻿are﻿still﻿driven﻿to﻿regain﻿the﻿glory﻿of﻿wayang orang﻿in﻿the﻿olden﻿days;﻿especially﻿by﻿
incorporating﻿up-to-date﻿concepts﻿that﻿are﻿relevant﻿to﻿the﻿life﻿of﻿the﻿people﻿nowadays.﻿These﻿young﻿
artists﻿can﻿bring﻿fresh﻿ideas﻿to﻿the﻿whole﻿performance,﻿as﻿they﻿generally﻿offer﻿a﻿lot﻿of﻿potentials﻿not﻿only﻿
in﻿terms﻿of﻿talents,﻿but﻿also﻿in﻿terms﻿on﻿managing﻿the﻿organization﻿and﻿marketing﻿the﻿performances.
It﻿ should﻿ be﻿ acknowledged﻿ that﻿most﻿ arts﻿ administrators﻿ are﻿ not﻿ trained﻿ as﻿managers﻿ of﻿ the﻿
organization.﻿They﻿are﻿usually﻿also﻿artists﻿and﻿performers,﻿and﻿this﻿means﻿that﻿they﻿can﻿be﻿disillusioned﻿
by﻿the﻿services﻿that﻿are﻿currently﻿delivered﻿and﻿strongly﻿believe﻿these﻿must﻿be﻿what﻿the﻿public﻿wants﻿
or﻿needs﻿(Lovelock﻿&﻿Weinberg,﻿1988).﻿As﻿such,﻿looking﻿from﻿the﻿perspective﻿of﻿the﻿audiences﻿may﻿
provide﻿them﻿with﻿many﻿insights﻿and﻿perspectives﻿that﻿could﻿have﻿been﻿previously﻿overlooked﻿by﻿them.
The﻿understanding﻿of﻿an﻿artistic﻿object﻿may﻿require﻿an﻿audience﻿to﻿fully﻿immerse﻿himself﻿or﻿
herself﻿during﻿the﻿performance.﻿As﻿such,﻿the﻿service﻿experience﻿may﻿actually﻿be﻿more﻿pronounced﻿
for﻿the﻿older﻿audiences﻿with﻿higher﻿knowledge﻿of﻿wayang﻿and﻿Javanese﻿philosophies.
There﻿are﻿several﻿limitations﻿to﻿this﻿study.﻿First,﻿the﻿emotions﻿of﻿the﻿viewers﻿or﻿the﻿customers﻿were﻿
not﻿taken﻿into﻿account.﻿It﻿is﻿possible﻿that﻿differences﻿in﻿emotions﻿during﻿the﻿time﻿the﻿performance﻿was﻿
delivered﻿could﻿influence﻿how﻿the﻿customers﻿perceived﻿the﻿experience﻿of﻿watching﻿the﻿performance.﻿
Audiences﻿who﻿felt﻿happy﻿during﻿the﻿performance﻿may﻿perceive﻿the﻿performance﻿to﻿be﻿more﻿satisfying﻿
and﻿vice﻿versa.
Secondly,﻿only﻿two﻿wayang orang﻿groups﻿were﻿incorporated﻿as﻿the﻿context﻿of﻿this﻿study,﻿thus﻿the﻿
results﻿may﻿not﻿be﻿generalizable﻿across﻿other﻿traditional﻿arts﻿performing﻿group.﻿Lastly,﻿this﻿research﻿
could﻿benefit﻿from﻿a﻿quantitative﻿approach﻿to﻿quantify﻿some﻿factors﻿which﻿may﻿have﻿made﻿a﻿deeper﻿
contribution﻿to﻿the﻿service﻿experience﻿in﻿the﻿arts﻿domain.﻿Future﻿research﻿may﻿incorporate﻿quantitative﻿
approach﻿in﻿terms﻿of﻿data﻿analysis﻿to﻿see﻿how﻿the﻿dimensions﻿that﻿have﻿been﻿identified﻿in﻿this﻿study﻿
could﻿actually﻿be﻿further﻿expanded﻿and﻿analyzed.
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